not because the cardboard Reichstag shows signs of wear and tear after repeated viewings but because the appeal of a three-dimensional Brandenburg Gate or Ludwig Erhard House begins to wane once this journey of discovery and the trip through time and space have been completed. Revealingly, the on-line bookshop amazon.de points out that readers of this book have also bought Dietmar Arnold's Der Potsdamer Platz von unten: Eine Zeitreise durch dunkle Welten (Potsdamer Platz from Below: A Journey through Shadowy Worlds), for instance, or Christoph Stollowsky's Geheime Orte in Berlin (Secret Places in Berlin). More than ten years after the fall of the Wall and the unification of Germany, the unusual and the new clearly still have their appeal: the guises in which the city appears and the need to make these forms visible seem to be inexhaustible. Berlin titles and especially travel guides (in the widest sense of the term) are demonstrably profiting from this continued interest, in contrast to other subject areas in the book trade.' Zitztsperger Since the fall of the Wall in 1989, the fascination produced by the amalgamation of two cities into a metropolis has been reflected in a very wide spectrum of publications: the search for big-city novels, post-reunification novels, and Berlin novels; the discovery of the new city by literary flaneurs; the discovery of Berlin's districts by local enthusiasts; the popularity of picturebooks illustrating Berlin's building sites; new editions of earlier Berlin literature; and the recent spate of retrospective studies inspired by nostalgia for former East Berlin and former West Berlin alike-all these works profit from a popular desire to understand what Berlin is and/or was. The three-dimensional presentation of the city in Berlin-Paket is more generally applicable: apart from the need to acknowledge changes in readers' tastes, the great number of anthologies and documentary collections to have appeared since 1989 suggests that books exploring the city and its life appeal to book buyers and are therefore financially worthwhile for publishers.' This approach to the city, accumulative and re-appraising, appears to be highly successful, and publishing houses in Berlin and Germany as a whole have benefited from it considerably.
This essay deals with the question of what these anthologiesnot least by the diversity of their subject matter-tell us about contemporary preoccupations. The period in question is short; the topic, Berlin, is complex. The essay concentrates on the ideas that feature prominently in the postscripts and introductions to these anthologies, and it attempts to characterize trends observable at the end of the 1990s.
With their evocation of longing or their claim to the exemplary nature of Berlin, the titles themselves speak volumes: Berlin is Babel, Berlin can concentrate on merely naming names with and without exclamation marks, Berlin, it seems, is always worth a story. Many have felt called upon to write about Berlintheir contributions have been collected by journalists, by literary specialists and, if only occasionally, by creative writers. Most anthologies have appeared as paperbacks with well-known views of Berlin on the cover; some, for the most part those with a particular objective, have been produced in hard-back.' STe9-TCL, Volume 28, No.1 (Winter, 2004) 
I
The first ten years after unification are often referred to in Berlin as a "period of transition," a period that is characterized by the notions "no longer" and "not yet." It is more difficult to decide when precisely this period ended than it is to date its beginning, either 9 November 1989 or 3 October 1990. But if we consider the reduction in the number of large-scale cultural events staged in the city to be a pertinent factor, and if the retreat into the local neighborhood is seen as a symptom, there has been a marked relaxation in attempts at locating Berlin since 1999, the tenth anniversary of the fall of the Wall. During these ten years the transfer of the capital of Germany from Bonn to Berlin was accomplished and Berlin, the building-site city celebrated on countless picture postcards and in lavish coffee-table books, has brought East and West closer in an architectural and political sense, especially now that the so-called Band des Bundes (federal strip) has been completed. Despite severe financial problems, the "New Berlin," as it is often called, has provided German unification with its "bridge," its "building site" and its "workshop." Under the management of Partner far Berlin, a conglomerate of metropolitan attributes has finally been devised to characterize it: "Kulturmetropole," "Kreative Stadt," "Hauptstadt," "Ost-WestMetropole" and "Lebenswerte Stadt" 'cultural metropolis,' creative city,' capital city,' east-west metropolis,' a city worth living in.' These attributes are intended to establish Berlin's status quo and suggest a desire for normality.
In the imagination of writers of new Berlin, the image of the city is less sharply defined: they are concerned not only with Berlin present, past, and future but also with perceptions of the city by non-Berliners at home and abroad and with the contrast between East and West Berlin. Transitional Berlin has afforded them opportunities not only to create works of fiction but also to document the past and a city in transit-from a number of different perspectives. The more stress is laid on temporary phenomena, the more the Berlin reader with his prior knowledge of the city is catered to. 1933.4 These reprints were complemented by collections of feuilleton articles which were becoming popular in the daily press, appearing at regular intervals. Feuilleton articles profited from the increase in popular interest not only in Berlin but also in the whole question of the future of large cities. While the reprints of the "older" flaneurs made a comparison between yesterday and today possible and were often a goldmine of trenchant Berlin quotations, the flaneurs of the 90s could explore new territory. They could make the East accessible, discover the charm of areas that for years had lain fallow and, with a keen eye for the history of Berlin, they could monitor new developments such as, for instance, the Reichstag Berlin is becoming the screen on which new biographies and ideas can be projected. Berlin is a fast-moving, diverse and dynamic laboratory for new ideas, and offers the best conditions available in the 90s for putting on show a whole display of different lifestyles. (Kruger 21f.) Accordingly, the range of authors contributing to this mosaic is extremely diverse: journalists, public relations advisers, established creative writers, German nationals and foreigners.
The image of Berlin's being "a number of phenomena strung together" also provides the starting point for Remake Berlin (2000) . Fourteen international artists and authors who had lived in Berlin for varying periods of time were invited to sketch a portrait of the city with the help of texts and photographs. Once Berlin lies elsewhere-this is the title the writer Renee Zucker gave to her latest book on the city. For Zucker, Berlin is not a place on the map but, rather, a social approximation; Berlin is the voice of its inhabitants. (Rada 56) '5 The Berlin anthology is well suited to playing the part of a contemporary witness offering explanations. In 1929 the Berlin journalist Herbert Gunther collected fifty contributions from writers, composed according to the precept "Only living people can speak." Gunther points to the relationship between the city and the writer, a complexity that, with the narrower focus on the city, was long absent in the 90s:
8 Studies in 20th & 21st Century Literature, Vol. 28, Iss. 1 [2004] In the 90s, voyages of discovery through the city were undertaken on a contemporaneous or historical level and, on occasion, in collections of poetry, certain groups of issues were opened up. Berlin, mit deinen frechen Feuern (Berlin with your Cheeky Fires), for instance, embarks on the journey under a series of chapter headings: "Stadt-Gesange," "Verkehr in, um und nach Berlin," "Stadtlandschaften," and "Die Ex-und Neuhauptstadt" (City Songs, Travel in, around, and to Berlin, The Former Capital and the New Capital). The attraction here is due to the continuity provided by constant change, which makes Berlin unique:
It is hardly surprising that Berlin has not developed that kind of poetic myth familiar to us in London, Paris, or Rome. This is because the history of the former Prussian city has been characterized by rapid change. In 1871 the seat of the Hohenzollern Thus, as far as most anthologies are concerned, the wheel has come full circle-whether Berlin tells a story" or authors tell a story about Berlin, whether the authors are well known or new to the market, whether the topic is tangible or the city itself: for the most part, Berlin has become a phenomenon with certain characteristic qualities, but a phenomenon that defies description. This is due to its fragmented history, the atmosphere of new depar-
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Studies in 20th & 21st Century Literature, Vol. 28, Iss. 1 [2004] , Art. 6 https://newprairiepress.org/sttcl/vol28/iss1/6 DOI: 10.4148/2334-4415.1570 tures, the particular location or the metropolitan capital itself, as is reflected, for example, in the volumes of lyric poetry. Prefaces and postscripts confirm the hopeless nature of the attempt to reduce the city to a common denominator. Instead, they convey the impression given by many Berlin novels: a fear of leaving out any observation that could be made about the new city." V Some anthologies demonstrate clearly formulated literary ambitions-particularly if they distance themselves from the traditional treatment of Berlin and offer a new perspective. This is the case with a number of younger authors whose formative experience was the Wende and not the divided Germany; and, from a thematic standpoint, it is also true of anthologies that make comparisons with other cities.
Significantly, the anthology Frische Goldjungs (Gilded Youth) was published not by a journalist but by a creative writer who started out in the Berlin scene giving readings in pubs. Wladimir Kaminer, resident in Berlin since 1990, first made a name for himself with Russendisko (Russian Disco), a collection of short stories, and then, by the end of the 90s, went on to become one of the great hopes of the Berlin literary scene. The authors of Frische Goldjungs are united by their experience of spontaneous literature, which developed in public readings; moreover, most of them come from the former east. A number of the characteristics that are otherwise typical of anthologies do not apply here. In place of concise descriptions of the authors in the appendix, they briefly introduce themselves before their individual contributions. The emphasis in these introductions is directed more towards creating surprise effects and convictions than on presenting factual information. This In place of the obligatory introduction or postscript, four authors contribute jointly to the preface, in which their common literary experience, an inter-related and ironically viewed experience, is the main focus, rather than the attempt to link the stories as one whole statement:
A rumor has been spreading in the city for some time now: the new German literature has emerged from somewhere in the ghettos of Berlin. It leaves tracks everywhere and teases the journal- (Kaminer 7f.) The significance of the writers' common experience of giving readings in pubs provides the texts with a certain unity in the sense that it functions as a distinguishing feature. In the second preface Jakob Hein takes a decisive stance against the established literary world:
Recently, I have had to visit many other literary events, for professional reasons . . .. The audience looked strained, there was an important task for them to do. Most of the texts were, as Lichtenberg once put it, "a picnic for which the author supplies the words and the reader the meaning." During one of those discussions I asked a question about the honesty of the texts. I could not have cracked a better joke. (Hein 10) These young writers lay a certain claim to storytelling. At the center of their work is everyday life with its general appeal, everyday life that needs no explanation.
The next generation's ambitions can also be seen in Die Stadt nach der Mauer (The City after the Wall). Once again, the editors, who have already been mentioned (Becker and Janetzki) , are not
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Studies in 20th & 21st Century Literature, Vol. 28, Iss. 1 [2004] Kaminer, Tim Staffel-also contributed to the project Dokumente aus Babel (Documents from Babel). Two features, the chaotic variety associated with Babel and the reference to the twenty-six "snapshots" that presuppose changeability as a characteristic of the city, suggest the noncommittal attitude that had already defined the other examples of writers who were young but quickly establishing themselves. Berlin is no longer an issue; in the editors' words, it is a "backdrop" (Casper 5) Writers from a wide variety of places have created a collage of the city that renounces a common concept but selects the status quo of Berlin as an urban habitat. This approach recalls Gunther's attempt in 1929: the wish to capture the city as an "event" with the help of living authors and to comprehend this approach from the writers' point of view rather than from that of the city.
Sehnsucht Berlin (Longing for Berlin) is a publication that combines approaches such as these, while distinguishing between different relations to the city.
And it was these projected images [of Berlin], these private movies, we were asking for; we approached younger and older authors, Berliners and non-Berliners, Berlin-haters and Berlin-lovers, those who remembered Berlin as it was and those with nostalgic memories of East Berlin. (Sorg and Bruns 7)30 The anthology is divided into three chapters with headings that recall film titles and towns, "Berlin, mi amor," "Wo bitte, geht's nach Mitte" (Show me the way to Berlin-Mitte) and "In weiter Ferne so nah" (Far Away So Close). In this way the anthology presents Berlin as the projected image of the older or younger observer, while each illusion can be assigned to a certain direction. Berlin as a literary montage of "films," as it were, is typical of the transition years: diverging attempts, such as the anchoring of the city in past, present, or future and the juxtaposition of different generations. While reviews of anthologies are usually undertaken with a certain amount of impatience, this publication has at least been called an "honest anthology" ("Ertrunken" 25).
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From here it is but one small step to anthologies that use the interrelations between cities in order to indicate common ground and differences. Berlin's town planners found comparing towns particularly interesting at the beginning of the 90s when they looked outside Berlin to find the best concept for the renewal of the wasteland in the city center; and at the same time, cities were perceived as the determining factors of the twenty-first century to come. Traumstadtbuch (Dream City Book) takes this idea as a starting point and looks at Berlin, New York, and Moscow. The town, this particular space, is now seen as something that can be read, a collection of pictures, texts and codes that make up an "urbanely fragmented reality." Accordingly, pictures are placed next to a variety of different texts, so that the montage concept works on two levels: the juxtaposition of ways of life in the cities, together with the similarities and the differences between the three cities. In so doing, the editors presuppose that there is an element common to Berlin, New York, and Moscow: all three are a village and a metropolis at the same time and are therefore, as the editors claim, the interface of two eras. (Berlin: Lukas, 1999) . In an introductory comment (7-19) , the publisher Frank Boucher sees the publication also as a protest against the presence of too many newcomers in the area: "(It is) a report about the boring normality of a still special life, which years later turned into a myth and today has all but disappeared behind it." Ultimately, this means a broadening of the approach adopted by Irina Liebmann, who even before the Wende had pub-
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